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When WalterParkes,joint headof productionatDreamworks,metwith RidleyScottto askhim to direct
Gladiator(Dreamworks,2000),he showedhim a copyof a paintingcailedPollice Verso("ThumbsDown!"),
by thenineteenth-centuryFrenchartistJean-LéonGérome.
It showsagladiatorstandingoverhis lmundedopponentin theRomanColiseum,while excitedspectatorsvotefor a kil!.
Basicall)',Ridle)'lookedat thepictureandsaid,''!'mdoingthemovie,"producerDouglasWiekrecalls."Walterknewhow
to getme,"agreesSeatt,whostudiedpaintingat theRo)'alCollegeofArt, "becauseI loveto createworlds."I
About 87yearsbeforeGladiator,Polliceversohad alreadyinspiredQuo vadis?(Cines,1913),oneof thefirst
majorepicsin film history:there,however,thepictorialinspirationhadbeen"woven"into thetextureof the
film in a muchmoreliteralway.While onecanonlyspeculatehow many- or how few - of today'sviewersrec-
ognizethepictorialreferencesin Gladiator,thepictorialquotationsof Quo vadis?werequicklyspottedby its
first audiences,not leastbecauseof thepublicitymaterialsaroundthefilm.
Living Pictures
The useof pictorialquotationsin films continuesto produceuneasyfeelingsamongfilm- makers,film critics
andfilm historiansraisedwithin themodernistandauteuristaesthetic.This practicehasalong tradition,how-
ever,whichwe cannotignorewhenviewingandre-viewingfilmsfromailovertheworld . For it hasagreatdeal
to teil us about both theideaof iconic imagesandtheaudienceswho respondto them.In his article"When
History Films (Try To) BecomePaintings" (1996),CharlesTashiro showshow historicalfilms which evoke
famouspaintingsandart styles,offerboth thegratificationof sensuousspectacleandthesatisfactionsof rec-
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ognizingfamiliarimages.2This pleasurederivesfrom the culturalvaluescommonto thefilmmakersandtheir
audience.In his EuropeanCinemas,EuropeanSocieties,Pierre Sorlin remarksthat "Visconti'sSenso(1954)
enthusedits viewersall overEurope sinceit imitated,deliberately,the Italianpaintersof themid-nineteenth
centurywith theirvasthorizons,their skiesending in the seaandtheir sunnymornings."3In thesefilms the
actionis sloweddown, sometimesevenbroughtto a standstillin order to facilitatepictorialrecognition.We
cantracethispracticebackto theearliestyearsof cinema.
At thattime,therewasaprolific numberof filmedpaintings,andit is evenpossibleto speakof a genre.Üften
theyconsistedof shortnarratives,which eitherendedwith a tableaudepictinga famouspainting,or in which
theactionwasdelayedor sloweddownattheclimaxof thefilm.The horizontallineof thestorywasthusinter-
ruptedby theverticalmomentof the quotation,ratherlike an operatiearia.The ideawasto ensurethatthe
quotationwould be recognizable- thoughthis did tendto producean odd kind of friction betweenthevari-
ouselementsof thefilm.ThesefilmswereoftencalledLiving Pictures,LebendeBilderor tableauxanimés.The
paintingsdepictedwerefrequentlynineteenth-centuryworks, particularlythoseconsideredto representthe
official taste;paintings,in otherwords,which enjoyedpublic acclaimandhadwon prizesattheParis Salons.
The genrehasseveral,oftenoverlappingnames:academiepainting,artpompieror bourgeoisrealism.A work
suchasAlphonsedeNeuville'sLesDernièresCartouches(1873),for instanee,which depietsoneof thebattles
of theFranco-PrussianWar,wasusedfor no fewerthanfour differentfilms:oneby theLumièrebrothersin
1897,oneby Mélièsin thesameyear,oneby Gaumontfrom 1898andoneby Pathé,madeprobablyin 1899.4
AnothergoodexampleisLe Duelaprèslebalmasqué(1857-59)byJean-LéonGérome,'quotedin thePathéfilm
Un duelaprèsle bal (1900).5Here thewholestoryis no morethanabuild-up to thedepictionof thepainting.
The actionis almostfrozenwhenthefilm arrivesatthemomentof thequotation.The Pathécatalogueexplic-
itlymentionedthepainting,thepainterandthesource(theChantillymuseum).The paintingitselfhadalready
causedsuchastirin itsowntimethatthereviewerswho speculatedonwhatmighthavebeenhappeningbefore
thedepictedscenepromptedtheappearanceof severalhastily\vrittenstageplays,all endingwith thesceneas
their final tableau,6The genreof tableauaniméoccurredelsewheretoo. In their recentbook on the British
Mutoscope& Biograph,Brown andAnthonynotethat the companyproduceda seriesof cinematictableaux
vivants,entitledLiving Pictures.Amongthemwasthefilm TheSlaveMarket,afterapopularpaintingby,again,
Gérome.7
The work ofJean-Léon Géromealsoplaysan importantrole in the Italian epic Quo vadis?(1913)by Enrico
Guazzoniwhich mightbe regardedasa sortof a lateexampleof theseLiving Pieturesseries.Apart from the
pervasiveinfluenceof Géróme'swork on thefilm'sreconstructionof ancientRome,Guazzoniliterallyquotes
twoof Géróme'spaintingsin thecourseof theactionandin thecaseof oneof themthefilm addsastatieinsert
to aidtherecognitionof thequotation.I referto thepaintingsTheChristianMartyrs'LastPrayer(1863-83)and
Polliceverso(1874).The publicitystillsandgraphicdesignaroundthefilm helpedto facilitatetherecognition
by pointingout the comparisonwith thepaintings.A searchin theDutch andBritish tradepresshasyielded
no directevideneeof this recognition.8However,in ProjectingthePast (1997)Maria Wyke notesthat "audi-
encesaresaidto haveclappedeverytimetheyrecognizedtherepresentationin thefilmicmediumof suchpop-
ularneoclassicalpaintingsasthese."9The problemis, however,thatGéróme'swork, which hadbeenpopular
up to the 1890s,afterwardslost its placein thecanonof officialtaste.While it is understandablethat thecin-
emaat theturn of the centuryshouldhavefocusedon the establishedartof theprecedingdecades,it is not
immediatelyobviouswhy a film suchasQuo vadis?,mademorethan a decadelater,shouldstill be drawing
upon thesamematerial.We shallseethattherepresentationof antiquityin thefilm Quo vadis?is clearlynot
onlyor not simplyanarchaeologicalreconstruction,but is justasmuchindebtedto theimageof antiquityfos-
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teredby nineteenth-centuryartanddisseminatedin aIl sortsof secondaryformsby themediaof reproduction:
engraving,photography,lanternslides,book illustrationand early film. That imageof ancientRome and
Pompeii,whichbecameoneof thegreatclichésof cinema,is partlylocatedin theartisticimagination.This arti-
cle,then,dealswith theoriginsanddevelopmentof thatcliché.
The generalfocushereis the relationshipbet\veennineteenth-centurypaintingand the cinemaof the early
twentiethcentury,with referenceto onefilm, Quo vadis?(Cines1913).Therearethreemaintopics.First, the
representationof antiquityandtheconstructionof acliché.Second,thedeclineof academicpaintingin thesec-
ondhalfof thenineteenthcentury,anditspreservationbypopularcommercialcinema,first internationaIlyand
latermainlyin Hollywood; andthird, thecontributionof intermedialresearchto historicalunderstanding.10
The investigationof pictorialinfluenceson Quo vadis?addressesfirst thegeneralquestionof how the acade-
mic styleof representingtheancientworld wastransmitted,andthenexaminestheparticularcaseof therela-
tionshipbetweenGéróme'spaintingsand Quo vadis?,both asnovelandfilm.
ThePaintersofRomanLzfe
First, thegeneralrepresentationof antiquityin nineteenth-centuryartandits receptionby early,andespecial-
ly Italiancinema.Let us turn to someof thepaintingsconcerned.
We shaIllook first atsomeof Jean-Léon Géróme'sworks,in particularthecanvasesdepictingtheRomanare-
nas,thegladiators,theChristiansbeingthrownto thelionsandthechariotraces.In chronologicalorderthese
areAve Caesar,Morituri TeSalutant(1859),TheDeathof Caesar(1867)- consideredGéróme'smasterpieceby
Gerald Ackermanin his monograph-, Pollice Verso(1874),The ChristianMartyr'sLastPrayer(1863-83)and
TheChariotRace/CircusMaximus(1876).Manyotherpaintersandpaintingscould,of course,bementionedin
this context,but myimpressionis thatGérómeplayeda centralrole in thedevelopmentof nineteenthasweIl
as twentieth-centuryrepresentationof ancientRoman lite.ll To mention just one pertinentdetail:before
Gérómehistorianswereneversurewhetherpolliceversomeant"thumbsup" or "thumbsdown;"sinceGéróme
we aIlknow for certainthatit means"thumbsdown."
Within thegenre,I thinkwe cansaythatwhereapaintersuchasLawrenceAlma-Tademafocusedon theinti-
matelife of the Romans,Géróme'simaginationwas directedmoretowardsthe Romanpublic lite, although
Alma-Tadematoopaintedsomepublic scenesYThere is abig differencebetweenGéróme'scruelandclinical
approachto antiquity,and the sweet,frivolous,sentimentaland sensualmannerof Alma-Tadema.If Alma-
Tademaforegroundedthe virtuouslyenamouredcouple,the dolcefar nienteand aestheticcultivationof the
RomanweIl-to-do,Gérome'sinterestwasheldby thesensationalandspectacularaspectof classicalRome,the
extremesof good and evil of which both sexeswerecapable.Both Alma-TademaandGéromewentto great
lengthsto gethistoricaIlycorrectdetails.However,onecannotavoidtheimpressionthatAlma-Tademaviewed
antiquitythroughVictorianspectaclesthat tendedto temperboth theviolenceandthesexuallicensethatwe
now associatesoreadilywith imperialRome.13Gérómehad to recognizethatdueto his own misinformation
thedetailsof his earliesttableauxof ancientRome,suchasAve Caesar,werenot entirelycorrect.The swords
weretoo long, for instanee.In his ChariotRaceaIl thehorses'legsareshownsplayed,a traditionalmodeof
depiction,but factuaIlyinaccurate.It wasdueto photographyandEadweardMuybridge'sphotographicanaly-
sesof human and animalmotion at Stanford,that artistsrealizedthey had been wrong. Muybridge and
Stanford,who washis patron,visitedParis in 1881.Gérómewasoneof theguestsinvitedto thehomeof his
coIleagueMeisonnier,whereon 26 November1881Muybridgeprojecteda seriesof photographson rotating
discs (his "zoopraxiscope"),which simulatedmotion.14The works of Alma-TademaandGéromearethusjust
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asmuchtheexpressionof theirown timesastheyarereconstructionsof thepast.My impressionis thatearly
historicalfilms suchasQuo vadis?wereinfluencedby both versionsof ancientRome:theRomeof spectacle
andviolenceandtheRomeof familyintimacyandcivilizedrefinement.Let us now look atthewaysin which
earlyItalianfilmmakers,or studiossuchasCines,couldhavebe<;nawareof thesepaintings.
DirectInfluence
Obviously we can considerthe direct communicationof paintingsthrough exhibitionsand their reviews.
Exhibition catalogues,auctioncatalogues,dailynewspapersandthetradepressareimportantsources,but let
usnot ignoretheimpactof thepaintingsthemselves.In thecaseof Quo vadis?I amremindedof thecatalogues
of theParis Salonsthatsoblatantlymirroredofficialtastein thenineteenthcentury,aswell asthecataloguesof
theVeniceBiennale.Cines,theproductioncompanythatmadeQuo vadis?,waslocatedin Rome,so thatone
inevitablyrecallsthepaintingsin permanentcollectionsor exhibitionsthere.Thereis aproblemhowever.The
academiepaintingof TademaandGérómefell out of officialfavoraroundtheturn of thecentury.At thetime
thatthefirst featurefilm epicsweremade,around1911-1913,theirwork wasnot longerexhibitedattheParis
Salons.But therewasa little moreto it thanthis.The Salonswerefor living artistsand Gérómewasdeadby
then.Tademadied in 1912,but his lastmajorwork wasin 1909.When oneexaminestheSaloncataloguesfor
theteens,it is clearthatofficial tastehad shiftedto therealismof theBarbizonSchoolandto Impressionism.
Landscapesandportraitshadreplacedhistoricismastheleadinggenres.15Sothatit is remarkablethatprecisely
atatimewhenthehistoricalstylewasout of fashion,evenwith theconservatoriesandofficialarbitersof taste,
thenewmediumshouldhavefocusedsomuchon thehistoricalgenre.On theotherhand,duringa periodof
rising popular nationalism,in which historicalpaintingplayedan importantcultural role, it is perhapsnot
entirelysurprisingthattheseimpulsestranslatedthemselvesinto or ontotheearlyhistoricalfeaturefilm,which
in turnnurturednewaudiencesin nationalisticpride.In thelightof Italiannationalism,therefore,thepractice
of revertingto a gloriouspastvia historicalfilms is not so peculiar.Equallyplausibleis the recurrenceto key
imagesfrom paintingsthatexpressedthatpast,evenwhentheywerepaintedby non-Italians.
IndirectInfluence
In additionto thedirectimpactof paintingsupon thefilmic imagination,we shouldconsidersomeof the indi-
rectinfluencessincetheywereprobablygreater.Let us look first at engravings.Apainter like Alma-Tadema
took careto follow up thesaleof a paintingwith etchingsandengravings.16Most peoplecouldnot affordan
original canvasby Alma-Tadema,but they could afford to obtain an engraving.Graphic work becamean
importantsourceof incomefor establishednineteenth-centurypainters.Gérómetoo securedextensivesalesof
engravingsafter his paintingsthroughthe art dealerGoupilY The work of academiepainterswasmuch in
demandwith Americanbuyersand at lot of Géróme'swork wasacquiredby collectorsin theUnited States.
However,the techniqueof photoengravingensuredthathis mostpopularpaintings,includingPolliceverso,
remainedwell known all overEurope anddid not disappearfrom thepublic mind.The paintingsof Géróme
andAlma-Tademawerefrequentlyreproducedin theillustratedmagazines,whichwerequicklybecomingpart
of thelatenineteenth-centuryculturalscene.The first illustrationswereengravingsbut,with theadventof the
rotarypress,photographsof the originalpaintingscould be publishedandthis greatlyincreasedtheir popu-
larity.Academiepaintingsdid notjustdisappearovernight,eventhoughthepaintingsthemselvesmayno longer
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havebeenin vogue.As recyclabieillustrativematerialtheybegana secondlife. Photographicreproductionsof
paintingsby GérómeandAlma-Tademaappearedeverywhere,from manualsof archeologyto historicalnov-
els,dictionaries,schoolbooksandpostcards.18Archeologywasnotmerelyfor specialistsin thenineteenthcen-
tury for, asthe illustratedmagazineshow,it had clearlycaughttheimaginationof the averagemiddleclass-
ratherlike thedinosaursofjurassicPark in our owntime.Theseimagesmustthereforehaveenjoyedawidecir-
culation.I shallreturnbelowto theillustrationsof thenovelQuo vadis?
Famouspaintingalsoappearedon magiclanternslidesandthereproductionof antiquitiesfor the laternamag-
icawaslikewisepopularin thenineteenthcentury.Slidesof Géróme'spaintingscouldbe orderedatGoupil &
Cie. A serieson Quo Vadis?wasissuedby La BonnePresse,probablyin 1909,containingtwo slidesdirectly
inspiredby Géróme'sPolliceversoand The ChristzanMartyr'sLastPrayer.19
An importantsourceof publicityfor paintingsdepictingancientRomeor Pompeiiwasthetableauvivantwhich
waspopularwith theupperbourgeoisie.As Tashiropointsout in thecaseof pictorialquotationin films,the
preconditionfor successfulcitationwasthepresenceof aculturesharedbyperformersandaudience.Bothpar-
tieshadto possessthesameframeof reference.2oAlongsideits drawing-roomversion,thetableauvivantdevel-
opedintomassspectacle,with presentationsin theopenair,on thestageandin musichallsandvaudevilles.In
thelatenineteenthcentury,for instance,TheLastDaysofPompeiiwasstagedatConeyIsland,andhereagain
we haveour modernavatarsin thespectaclesof thethemeparksandeventheteemedcasinosof turn-of-mil-
lenniumLasVegas.The constructionof tableauxafterfamouspaintingswasthusalreadyaweIl establishedthe-
atricaltraditionbeforeit wasappropriatedby thecinema.21
As I indicatedat thebeginning,tableauxvivantswereundoubtedlyusedbecauseof the culturalcachetthey
broughtto the new mediumof film, but therewereother reasonstoo. Both Brown & Anthony and Martin
Loiperdingernotethat tableauvivantmoviesbasedon academicpaintingsoffereda wayof displayingnudity
in thenewmassmedium.As in thetheatre,nuditywaspermittedprovidedthatthesubjectremainedstatie,and
thattherecreatedpictureitselfbelongedto thecategoryof painting(mythologieal,allegoricalor historica!)in
whichnuditywasallowed.This did not,however,preventcomplaintsby socialandreligiousgroups.The press
toohad alot of fun attheexpenseof theseLiving Pictures.22
Guazzonz;GéromeandtheVisualExpressionof Quo vadis?
Let usnow tightenthingsup a little andbe morespecific.What indicationsdo we haveof a traditionlinking
Quo vadis?to Géróme'spaintings,andhow doesthis relateto Guazzoni?
First, thereis theintermediatepositionof thenovelQuo vadis?by Henryk Sienkiewicz.
AlthoughnovelssuchasEdward Bullwer-Lytton'sTheLastDaysof PompeiiandLew Wallace'sBenHur were
internationallypopular,a glanceat theCatalogodei libri italianidell'OttocentoandtheBolletinodellepubbli-
cazioniitalianetellsus thattherewerenot manyItaliantranslationsof WallaceandBullwer-Lyttonattheturn
of thecentury.The exactcontraryis trueof Sienkiewicz'sbook andotherworksbythesameauthor.The Polish
writermusthavebeenverypopularin Italy,with severaltranslationsappearingbetween1896(theyearof Quo
vadis?)and 1913.Only a few of theseeditions,however,wereillustrated.23
The mostinterestingof thelatteris an editionfrom 1909publishedby Bideri in Napleswhich containsillus-
trationsof Géróme'sPollice versoand The ChristzanMartyrs,alongwith works by other academiepainters,
includingSienkiewicz'scompatriotSiemiradzkU~One mightcomparePolliceversoand TheChristzanMartyrs
with thegladiatorsceneandthe lions scenein Quo vadis?,andwith thepublicitystillsfor the movie,which
werealsoissuedaspostcards.On thestillfrom Quovadis?thegladiatorandhisvictimraisetheirarmsin exact-
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ly thesamegestureastheonewe seein thepainting.A Dutch programbrochurefor Quovadis?carriesaprint
on itsbackcoverwhich is a ratherroughcopyof Géràme'sThe ChristianMartyrs'LastPrayer.The much-used
publicitystill from Quovadis?showingthelionsin theforeground,emergingfromthecellar,andadvancingon
themartyrsin thebackground,comesverycloseto thepainting;indeedtheresemblanceis positivelystriking.
Second,therehadbeenseveralpreviousadaptationsof Quovadis?,both for theatreandfilm.25Bernardiniand
Martinelli notethata stageversionof thenovelwasperformedin Naples in 1900,in which Amleto Novelli,
laterto playVinicius in the 1913movie,appearedasNero. Another dramatizedversion wasstagedin 1910in
Turin. The French composerJean Nouguèscomposedan operabasedon thenovel.The first film versionof
Quo vadis?was probablythe one madeby Pathé in 1901,which Guazzoni mightwell haveseen,asPathé
movieswerewidelydistributedin Italy.The Pathécataloguecontainsphotographswhich includethegladiator
scene.The miseenscènehereisveryfrontalandcompletelylackingin theperspectivaldepthof Géràme'spaint-
ing, but theposesof thevictoriousmirmilloandthevanquishedretariusarecopiedfrom Géràme,thoughthe
angleof visionmaydifferfromtheoriginalpaintingandtheGnes film.To beaddedtothesourcesalreadymen-
tionedareGéràme'sown sculpturesfrom themesin his paintings.In 1878he completeda statueof themir-
millo andthe retarius,in exactlythesameposturesandbearingexactlythesamearmsasin his celebratedpic-
ture.The statuewon aprizeattheParisUniversalExhibition of thatyear.A fewyearsafter thePathéfilm, the
statuebecameevenmorefamiliarto theParis public, for afterGéràme'sdeathit wasincorporatedin a monu-
menttohimwhichwasplacedin thegardenof theLouvrein theRuedeRivoli,whereit remaineduntiltheworks
thatweredoneon theLouvreunderMalraux.AnotherFrenchversionfollowedin 1910entitledAu tempsdes
premierschrétiensandmadebyFilm d'Art, but I havebeenunableto studythisversion for pictorialreferences.26
It wouldbe interestingtoviewthefilm to seeif thepublicexhibitionof thestatuehadeffectedthewayin which
it wasquotedin afilm releasedoneyearafter it hadtakenup itspositionin theLouvregarden.
Thirdly,thereis Guazzoni'sownbackgroundaspainter,posterartistandsetdesigner.Guazzonistudiedatthe
Accademiadi BelleArti in Rome,and, as in any art academyat the turn-of-the-century,he musthavebeen
trainedin academiedrawingand paintingand encouragedto readall abouthis illustriouspredecessors.In
his memoirs,he professesa love for accuratedetailthatgoesback to his earlytrainingasa painter.I would
say:his academietraining aspainter.27Guazzoni'sfirst film about ancientRome wasAgrippina (1911),in
which we alreadyencounterthe stereotypeof Nero asevil and perverseemperor.The Nero of Quo vadis?
looks quitealot like him.By thentheplumpishman,with his roundheadandfringe,musthavebeenafamil-
iar image.In 1911Guazzoni madeanotherhistoricalfilm entitledLa sposadelNzlo.With theexceptionof a
sceneshowingpeopleobservinga streetparadefrom above,shot from the sort of anglechosenby Alma-
Tademafor his paintings,this moviemostresemblesa Living Picture. It tellsthe storyof a pair of Egyptian
loverswho are torn from eachother by cruelexternal circumstance.In vain the hero tries to preventthe
priestsfrom sacrificinghis girl's life; in the end sheis thrown into theNile asa prayerto the godsto fertil-
ize the drought-plaguedland.28The film appearsto depiet a famouspainting by Federico Faruffini, The
Virgin of theNile which hangsto this dayin the GalleriaD'Arte Modernain Rome.29In thepaintingwe see
thegirl floatingon thesurfaceof theriverlike Millais' Ophelia,framedby flowers(afavoritenineteenth-cen-
tury topos),with thepriestsandpeoplestandingon thebank of theNile in thedistance.In thefilm, thishas
been split into two scenes,consistingfirst of an establishingshot, showingthe girl being thrown into the
water,thena secondsceneshowingthegirl floatingon thewater,but without thebackgroundof onlookers.
Guazzoni mightveryweIl haveseenand usedthis painting,asa sort of Living Picture not unlike theprac-
tice in Pathé'sLe Duel or the British BiographLiving Pictures,of stagingthe whole film in order to show
whathappenedbeforethefinal tableau.The useof pictorial referencesin Quo vadis?wasthereforenothing
newin Guazzoni'scareer.
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But whywould Guazzoniusethesepaintingsashis frameof reference?Thereis of course,therichnessof their
detail,which intensifiesthe feelingof a revivedpast.But alsothe correctnessof that detail.In his own day,
Géromewasknown for his faithfulandarcheologica11ycorrectreconstructions(thearmourworn by themir-
millo in Polliceversofor instance,wascopiedfrom agenuinesetof ancientarmourin theNaplesarcheological
museum),but how much of this was familiar to Guazzoni and the Cines people?We do not haveprecise
answersto this question,but Ackerman'sdiscussionof Gérome'swork maybe of someuse.30Ackermanper-
ceivestwo distinctdirectionsor tendencieswithin bourgeoisrealistart.One concentrateson objectiverealism,
embracingscientifictechnique,perspectiveandphotographyand is concernedwith an exhaustivelyaccurate
historicalreconstructionof objectsandtheirsurroundings.The other,whichAckermanca11sthesubjectiveten-
dency,privilegesinterpretationoverthemethodica11yexactreproductionof detail.Géromewasratherfixated
on exactdetailanddid a greatdealof archaeologicalandethnographicalresearch:clothing,architecture,the-
oriesaboutlightandatmosphere- a11contributedto thecorrectnessandaccuracyof his reconstructionsof his-
tory.He did not hesitateto representhegladiatorin Polliceversoasanot tooyoungandnot too slenderman,
assomebodywho haswon onlybecauseof longer experienceandsuperiortechnique.As AleksaCelebonovic
remarksin his book on bourgeoisrealism:
He is aprofesszOnal;his zeork,hou'everrepellent,is nonethelessdealtlDlthin a business-likemanna.Similarly,neither
thecrou'dson theterraces[' ..J nor thegroupof womenin theboxon Caesar'sleft [[heVestals]expressthedignifiedand
noblepoisethatthesupportersof Neoclamdwz liked to visualizein theRomansof bothsexes31
Looking at thedetailof Quo vadis?,whatdo we seein thefilm, that remindsusof Gérome'spaintings?32Let
us considerthethreesequencesinvolvingthechariotrace,thegladiatorsandthelions attackingtheChristian
martyrs.The chariotraceis viewedfrom a singleperspective:to theleft is a [clearlyfake]wa11with two large
columnsbehindit, with thestandscontainingthespectatorsoccupyingthebackground.The sameangleand
thesamesetreturnin thescenewith thelions andthemartyrs,andthesceneis clearlycopiedfrom Gérome's
The ChristianMartyrs'Last Prayer.After the chariotrace,we seeshotsof the entryof the gladiators,their
salutesto theemperorandtheirfightsA longtakeshowstheretariusandmirmzlloin combat.When theretar-
ius fina11ystrikesthe mirmillo down, the takeis fo11owedby a short,staticand almostphotographicinsert,
showingthe gladiatorfightingand beatingthe retarius,\vith both figuresin the exactposesof the painting
Polliceverso.To theleft of theimperiallogesitsa groupof womendressedin white.They aretheVestalsand
in thepaintingtheyareplacedon theemperor'sright.In both representationstheVestalsarerespondingheat-
edlyandaggressivelyto thespectaclein thearena.
WherePathécopiedonlythecentralcompositionof thetwomenin its 1901version,Guazzonitakesthequo-
tationmuchfurtherby recreatingthepicture'sspatialsurroundings,adoptingthesameangleandthesameset,
with thearenawa11to theleft andtheimperialbalconyto theright,andfina11yby recreatingfor thefilm audi-
encethesamesensationofbeing in thearenawith thegladiators.The samefeelingof directnessandlatentphys-
icalthreatis againpresentin thescenecopiedfrom TheChristz'anMartyrs)LastPrayer,theonlydifferencebeing
Guazzoni'saddition,usingwhat we now ca11analyticalediting,of severalscenesof his own. There are for
instancecut-insto theterrifiedmartyrs,andto thelionsdevouringwhatwetaketobetheremainsof Christians.
Alongsidetheshotsshowingtheperspectivefrom the arena,Guazzoni insertsa viewfrom thestands,so that
we getthepoint of viewof both theattackersandthespectators.The point of viewof thevictimsis emblem-
atica11yabsent,andhereGuazzonicomescloseto theharshnessthatis soevidentin Gérome'spaintings.
Gérome'spublic scenesappealedto filmmakersseekingto recreatethecruelandspectacularaspectof Roman
life. This is astrue of Ho11ywoodasof theearlyItaliancinema.Americanscould easilyhaveseentheoriginal
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Géromepaintings.They mayhavebeengettingmoreandmoreout of fashion,but rich Americanshad been
busilybuyingup Gérome'spaintingsin thenineteenthcentury,andtheirreceptionby thepublichadbeenpre-
paredby reviewerssuchasHenryJ ames.33
Although there has often been speculationin the past abollt the influence of Alma-Tadema'swork on
Hollywood epiccinema(writers,suchasVem Swanson,raisethetopicbut theydo not developit further),one
cannothelp suspectingthatGéromewasjustasimportantas,andpossiblyevenmoreimportantthan,Alma-
Tademaasa sourceof thevisualvocabularyof antiquityin thecinema,andaboveall of thegreatclichésof the
arena:thecircusandthechariotrace,thegladiatorsandthelionsversustheChristians,- in shortof thestan-
dardimageof Romanpublic life thathascometo usthroughthemoviesandtheAsterixcomics.
Our inquiry into pictorialinfluencesin a film like Quo vadis;;revealsnot only thevigorousafterlifeof certain
nineteenth-centurypaintings- their disseminationin, and reappropriationby,popular culturalformssuchas
book illustration,theatreandfilm - but alsotheimportanceof exploringtheintermediatephasesof thepassage
from paintingto cinema.In order to makesensibleinferencesaboutpictorial influenceson film we needto
explorethegapsbetweenthebordersof thehistoriesof paintingandcinema.If we ignoretheformsandphas-
esof historicaltransitionandtransmissionwhencomparingpaintingandcinema,we risk simplyprojectingour
own limitedcontemporaryperspectiveonto thepastthatis represented.In otherwords:we end up speaking
aboutour influencesratherthantheinfluencesatwork in thefilm. By exploringthespacesbenveenpaintings
andpictorialquotationswe cantracethewaysin whichimagesturn into icons'andclichés,therebyacquiringa
secondlife. We arealsoableto improveour understandingof how intermedialityfunctionsin practice.This
kind of approachrevealshow certainimagesfunctionasculturaliconsof veracity,creatinga canonicalviewof
thepastthatcorrespondsto theexpectationsof theaudiencesof thenewmedium:expectationsof authentici-
ty,certainly,but alsoof legitimacyandculturalregister.
Illustrations
1.Jean-Léon Gérome,Pollice Verso(1874).Phoenix Art Gallery,Phoenix.
2. Jean-Léon Gérome, Tbe Cbristianlvlartyrs'Last Prayer(1863-83J. WaltersArt Gallery,Baltimore.
3. Frontispice of the novel Quo vadis? by Henryk Sienkiewicz, 1909 edition by Bideri, Naples.
Collection Ivo Blom.
4. Illustration from the 1909Bideri editionof thenovel Quo vadis.?Collection Ivo Blom.
5. Publicity still from thefilm Quo vadt':)(Cines, 1913),issuedaspostcard.Collection Ivo Blom.
6.Backsideof aDutch programmebookletof thefilm Quo vadis) (Cines,1913).Collection Ivo Blom.
7. Publicity still from the film Quo vadis?ICines, 1913).Collection StichtingMecano.
8. FedericoFaruffini, Tbe Virgin 0/tbeNile (1865).Galleria Nazionaled'Arte Moderna, Rome.
Notes
1A. Lewin, "RomeWasn'tFilmed in a Day," Première,vol. 13,no. 8 (May 2000),p. 44.
2 Ch. Tashiro, "When History Films (Trytol BecomePaintings,"Cinema]ou1'11al,no. 3 (Spring1996),
pp. 19-33.
288
Ivo Blom
3 P. Sorlin, EuropeanCinemas,EuropeanSoeieties1939"1990 (London"New York: Routledge,1994"
1991),p. 174.
~]. Bay, "Vers une approcheintegréede la notion d'identification.Le cas de l'IlIcï45/12 ou du
PX20282," in J.A. Gili, M. Lagny,M. Marie, V. Pine! (sousla dir. de), Les Fingt PremièresAnnéesdu
einémafrançais(Paris:Pressesde la SorbonneNouvelle/AFRCH, 1995),pp. 281"290.
5 For Un duel aprèsle bal. seeH. Bousquet,CataloguePatbé desannées1896à 1914. 1896"1906
(Bures"sur"Yvette:Henri Bousquet,1996).p. 85ï. I sawa copy of this suppliedby Gosfilmofond at
the 1995Riga SummerSchoolon performancein silentcinema.
6 GJvL Ackerman,TbeLz/eand l170rkofJean"LéonGérómeILondon: SothebyPublications, 1986),p.
40. Gérómepaintedthreealmostidenticalversionsbetween185ï and 1859,the first is nowadaysin
themuseumof Chantilly,thesecondin theHermitagein SaintPetersburgandthethird is held by the
WaItersArt Gallery,BaItimore.
7 R. Brown, B. Anthony,A FictorianEnterprise:Tbe Histol)' of tbeBritisb Mutoscopeand Biograpb
Compan)'(Wiltshire:Flicks Books, 1999),p. 218
8 1 examined trade papers such as the British magazineBioscopeand the Dutch magazinesDe
Bioscoop"CourantandDe KinematograafFor theEuropean receptionof Quo vadzs?seeV. Martine!li
(acuradi), Cinemaitalianoin Europa1907"1929. I, andF. Bono la curadil, Cinemaitalianoin Europa
1907"1929. IJ (Roma:AIRSC, 19951.In volumeIl, M. Hendrykowskadiscussesthe receptionof the
film in Poland. Sienkiewiczattendedthe premièreof the film in Cracow and was applaudedthere.
Hendrykowska also mentions that, at the Italian première,Sienkiewicz'sportrait appearedon the
screenandthePolish nationalanthemwasplavedbeforethefilm started.Naturallv theaudiencerose
to its feet.M. Hendrykowska,"Il cinemaitalianoin Polonia 1909"1939,"in Bono, op eit.,pp. 52"58.
9 M. Wyke, Projectingtbe Past.Ancient Rome, Cinemaand HistOJ)' (London"New York: Routledge,
199ï), p. 120.On p. 118"122,\X'ykediscussesthepictorialreferencesof Pollieeversoand Tbe Cbristian
Mart)'rs'Last Pra)'erfor the 1913film versionof Quo vadis?Shealsomentionson p. 119,that theend
of thefilm Nerone(Ambrosio,1909)alsocontainsa citationof TbeCbrzstianMart)'rs'LastPra)'er,when
Nero at theend of his life imaginesthesufferingsof theChristiansin thearena.This could meanthat
this film, alongwith all theotherintertextualand intermedialinHuencesmentionedin my article,also
inHuencedGuazzoni. N.B.: a yearbeforethe Ambrosio film, an Edison versionentitledNero andtbe
Burningof Rome (Edison 1908)wasreleased,which mightin turn,haveinHuencedtheIralianfilm.
10 A. GaudreauIt,Du littéraireaufilmique (Paris:Armand Colin, 1999).JE Müller, "Geschichtsbilder
im Kino. PerspektiveneinerSemiohistorischeder Audiovisionen,"Medienwissensebaft,no. 4 (1998),
ppr 406A23. See also MüIler's book Intermedialitiit Formen modernerkultureller Kommunikation
(Münster:Nodus Publikationen, 1996).1do not entire!yshareMuller's historicalpragmatism,but 1
find his ideasveryfruitful when combinedwith empiricaland contextualresearch.
11 The paintingsof the Polish artistHenryk Siemiradzkiare important,particularlyNero's Torcbes
(18ï6, alsocalledCbristianSacrz/iee)andA CbrzstzànDiree(dateunknownl. The storyof Nero'storch"
es, mentioned by Tacitus, was absorbed into the nove! Quo vadis? by Siemiradzki'scompatriot
Sienkiewicz.It is possiblethat Sienkiewicz'snove!was inspired by both Siemiradzki'sand Tacitus.
Furthermore,Alexandervon Wagner'sTbe CbariotRaces(1893)suppliesoneof thecentralimagesof
all chariot racescenes:the horsesstormingtowards the spectator.Ir was used for instancefor the
posterof Klaw and Erlangerstageversionof BenHul' in 1901.SeeD. Mayer,Pla)'ingOut tbeEmpire.
Ben"HurandOtber TogaPla)'sandFilms, 1883"1908. A CritzcalAntbolog)'(Oxford: ClarendonPress,
1994),pp. 201"202.
289
Quo vadis?FromPaintingto CinemaandEverythingin Between
12 For Alma-Tadema,see:E. Becker et al. kds.), Sir Lau're;zceAlma-Tadema(Zwolle: \X'aanders,
1996).Seealso:V. Swanson,The Biograph)'and CatalogueRaisonnéof thePaintingsof Sir LauTence
Alma-Tadema(London: Garton & Co./Scolar Press, 1990).
13 This is not to sayAlma-Tademapainted an a-sexualimageof Antiquitv. Some of his paintings
"becamevirtual cataloguesof late-Victorian fantasiesabout the nature of feminine sexuality."B.
Dijkstra, Idols of Perversit)'.Fantasiesof FemimneEvil in Fin-de-SiècleCulture (New York-Oxford:
Oxford UniversityPress, 1986),p. 248.
14 Ackerman,op.cit.,p. ï4. From 18ï8 on, articleson Muybridge'sexperimentsappearedin French
magazines,excitingconsiderableinterest.The first of thesearticlesappearedon 14December18ï8
in themagazineLa Nature,no. 289,p. 23-26.Géromehad thusprobablvheardof Muybridge before
the latter cameto Europe.
Ij An exceptionis the academierealistpainter of histof\' pictures,Jean-Paul Laurens (1838-1921),
who continuedto showat the SalondesArtistesFrançaisesuntil1912 and againin 1920.
16 R. Verhoogt, '''En nu nog een paar woorden business.'Reproduktiesnaar het werk van Alma
Tadema,"Jong Holland, no. 4 (1996),pp. 22-33.
1, H. Lafont-Couturier, "La Maison Goupil ou la notion d'oeu\Te originale remiseen question,"
Revuede l'Art, vol. 113,no. 2 (19961,pp. 59-66. Seealso Lafont-Couturier'sbook Gér"me (Paris:
Herscher,1998).
18 Pollice versowas reproducedin the Petit Larousseillustréweil into this century.Ir was alsooften
usedasan illustrationto Latin textbooks.
19 The ancientworld in generalwas a fruitful sourceof inspirationto lanternists,evenwithout the
inputsfrom academiepainting.The eruptionof VesuviusandthedestructionofPompeii hadbeenan
extremelypopular themefrom the lateeighteenthcenturvoll\\'ards,probably in connectionwith the
beginningsof modern excavationand the rise of the sciencesof archaeolog\'and historiography.A
serieson BenHur appearedin the latenineteenthcenturv,followed in theearlytwentiethcenturyby
a seriesentitledPompeziPastandPresent.For the 1894BenHur \'ersionb\' Frank F \'Ceeks,see:Tbc
Ncw MagieLantemJoumal, vol. 5, 1,January 198ï, pp. 2-5.Onlv oneof theslidesdepietsthefamous
chariot race.It is vaguelyreminiscentof Gérome'sChariotRacebut alsoof Alexandervon \X'agner's
version. Pompeii Past and Present,a seriesconsistingof partlv painted and pardy photographic
images,is quoted in the 1906 catalogueof \'{Tood's,London. A magie lantern series based on
Shakespeare'sJulius Caesarwasalsoreleasedaroundtheturn-of-the-century.Although one pictureis
reminiscentof Von \X'agner'sand Gérome'sChariot Races,the seriesdoesnot seemto containany
directpictorial quotations.A contemporarvfilm version,the1908VitagraphproductionJulius Caesar,
doescontain such a quotation.The climaxof the film was directlv copied from Gérome'sDeatb of
Caesar.See:W. Uricchio, R. Pearson,ReframingCulture. The Caseof the 1/ltagraphQuallt)' Films
(Princeton:Princeton UniversityPress, 1993),pp. 6-ï, 66-68,8ï-95.
20 The Dutch novelistLouis Couperusbeginshis first novelEline 1'ere(1890)with the descriptionof
the stagingof such a tableauvivant,in this caseTbe Deatb of Cleopatra,possiblythe one by Hans
Makart: "In thewhite glow of light, old Egypt seemedto be recreated.Among luxurious draperies,
one vaguelysawsomethinglike an oasis,a blue sky,a few pyramids,and a group of palm trees.On
her sofa,supportedby sphinxes,Cleopatrareclined,a flood of lockswavingaroundher,approaehing
death,while a viper coiled itselfaround her arm.Two femaleslavestwistedthemselvesather feetin
despair.The colorful dreamof orientalbeautyof justafew seconds,thepoetryof antiquitywasbriefly
revived,under the gazesof a modernsoirée."Ibid., p. 10;thetranslationfrom theDutch is myown.
290
Ivo Blom
21 For the tableauxvivantson the stage,see:F. Haskell's essay"The Sad Clown: SomeNotes on a
NineteenthCentury Myth," in his Past and Presentof Art and Taste.SelectedEssays(New Haven-
London: Yale UniversityPress,198ï), pp. 11ï -128.For theConeyIsland pyrodramaof TheLastDays
ofPompeii, stagedbyJamesPain, see:D. Mayer,op.cit.,pp. 90-9ï. The Italian actressHesperia,later
on one of the Italian divas,startedout in 1910as a vaudevilleand theatreartistwith an act, called
Riproduzioni di capolavorid'arte (Reproductionsof masterpieeesof art). Most of the namesof the
paintersand scnlptorswhose works she imitatedare now long forgotten,apart from Canova. She
received general praise from the press for her faithful reproduction of these masterpieces.T.
Simoncelli,Hesperia,stelladel varietàe divadelmuto (s.1.:Vespignani,1995),pp. 25-31
22 The enterprisingOskar Messterput his actorson a rotatingplatform, creatingmovementall the
same.The Pathé cataloguementionsone of the "scènesgrivoises,"Flagrantdélit d'adultère(c. 1896-
1900),asan adaptationof the paintingFlagrantdélit (after 18ï61byJules-ArsèneGarnier, a pupil of
Géróme.Another "scènegrivoise,"Le JugementdePhryné (c. 1896-1899),could havebeeninspired
by a famouspaintingof thatnamebv Géróme (1861).See:Bousquet,op.cit.,p. 854.
23 Translationsof Quo vadzs;)includeversionsbv F. Verdinois (Napoli: De Hun & Rocholl, 1899and
1900),F. Bideri (Napoli:Bideri, 1909),P. Valera(Sonzogno,1900),K. Nagel (Milano:Treves1900and
1911)and C. Collini (Firenze:Nerbini 1908).The Verdinois versionwasprobably the first, andhad
alreadymadeits appearancein 189ï in the featurespagesof Il Con'ieredi Napoli. The 1899edition
of Verdinois'stranslationcallsitselfthefourth authorizedItalianedition,sothattheremusthavebeen
earliereditionsnot referredto by the catalogues.The 1911edition,publishedby Treves,wasalready
the seventeenthedition bv that publisher.This edition, which accordingto the catalogueswas the
most recentedition at the time Guazzoni beganhis film, could weil haveinspired him - Guazzoni
statesin his memoirs(seenotenl,thathe himselfselectedthenovel to be filmed - or theCines stu-
dio. Trevesoffered five differentversionsat the time, including one octavowith fifty-four drawings
by A. Minardi.
2. The novel alsocontainsillustrationsof Siemiradzki'sNero's Torchesplus a few imagesthat 1have
not been able to identify (a centuryseparatesus from them now). They are reminiscentof Alma-
Tadema,however,notably the figure calledEunice (Petronius'sslave,who dies togetherwith him)
which recallsTadema'spaintingsof recliningwomenin pensivemoods.
25 A. Bernardini,V Martinelli, Il cinemamutoitaliano,1913.I film deglianni d'oro IJ (Roma:Centro
Sperimentaledi Cinematografia,1994),pp. 182-183.Seealso:Bernardini,Cinemamutoitaliano.Arte,
divzsmoemercato1910-1914(Roma-Bari:Laterza,1982),pp. 146-154.Later film versionsfollowedin
1924and 1951,an Italian tele\,isionserieswasmadeby RAl televisionin 1985.
26 No copyof the film is availablein theFrench film archives.
2, Af ter Guazzoni left the academy,he did all kinds of odd jobs includingposterdesignsfor theatres.
The Burcardo theatremuseumin Rome holds copiesof the postershe designedfor the vaudeville
showsof the actorEduardo Scarpetta.Togetherwith theposterdesignerBallester,who laterbecame
famous,Guazzoni paintedthe ceilingfor thenew cinemaModerno: a sortof neo-nineteenth-century
versionof aneighteenth-centuryworld of figuresfrom rococoallegory,with Light occupyingthecen-
tral position. Seefor this: Ivlultisala,no. 1 (January 1998),pp. 2-4. Guazzoni next worked as a set
designerfor a theatrecompanyand finally startedout in the film business.In his memoirshe recalls
how he was forced to shoot comedies,and how he ouly beganto developasa director after he was
allowedto shoothistoricalfilms.He then erroneouslystyleshimselfasthemanwho singlehandedly
developedthe feature film and the epic film, with their enormous massesof extras, studiously
291
Quo vadis?FromPaz'ntz'ngto CinemaandEverythz'ngz'nBetween
overlookingthe competitionthatwascomingfrom otherfeaturefilmswith hugecastsof extras,such
asLa Cadutadi Tro/a(1911)andL' Inferno (1911).Cinesitselfhad alreadymadeafeaturefilmin 1911,
evenif it wasacomedy:Pinoccbio.Guazzoni'smemoirsof his earlyfilm careerwerepublishedin Film,
no. 23 (7 June 1941),pp. 13-14 , no. 24114 June 1941),p. 9, and no. 26 (28June ) 1941,p. 5.
Unfortunately,afterno. 26 thememoirswere discontinued,so thatGuazzoni'smemoriesof themak-
ing of Quo vadis~remainedunpublished.
28 The descriptionsof La sposadelNilo andAgrippinaaretakenfromviewingsof copiesin theDesmet
Collection of theNetherlandsFilm Museum.
29 P. Bucarelli,La GalleriaNazionaled'Arte lvfoderna:Roma - Falle Giulia (Roma:Istituto Poligrafico
dello Stato, 1976 [1951]), pp. 153, 204. See also: F. Bellonzi, Arcbitettura,pittura, sculturadal
Neoclassicismoal Liberty (Roma:Edizioni Quasar, 1978),p. 82. In Bellonzi's book, the painting is
calledsacrz/icioal Nilo Bellonzi considersTbe Firgin of tbeNile to be Faruffini's finestpieceof his-
toricalpainting.A a sketchof the paintingis shownon p. 483 .
30 Ackerman,op.cit.,pp. 58-59.
31 A. Celebonovic,Tbe HeydayofSalonPainting.MasterpiecesofBourgeoisRealism(London: Thames
andHudson, 1974),p. 77.
32 The copyusedfor this descriptionis theversionrestoredby the NetherlandsFilm Museum,using
variousexistingcopiesfrom film archivesin Milan, Rome,Amsterdamand London, but basedpri-
marilyon theLondon copy.
33 In his book ArtistesPompiers,James Harding statesthat from the 1870son severalrich Americans
bought Gérome'swork. William ~'altersbought Tbe CbristianMart)'rs'Last Pra)'eraswell asa ver-
sionof TbeDuel Aftel' tbeMaskedBall. Together,,·ith TbeDeatbof Caesar,theylaterendedup in the
WaltersArt Gallery in Baltimore.DepartmentstoremagnateAT Stewartbought Gérome'sCbariot
Race,which is in theChicagoArt InstituteMuseumnow.Finally,Polliceversowasboughtby Stewart
too and endedup in thePhoenix Art Gallery.J. Harding, ArtzstesPompiers.FrencbAcademieArt in
tbe 19110 CenturyILondon: AcademyEditions, 1979),pp. 23-29.
292
I
!

3Versione i!ali~a di fERDINi'1NDO SIDERI
NUO\!fl ED ZIONE !lLüSTRfili\
TlPO<iRRflR EDlTRICE BIDERI
S. Pirlro a Maj~\a, i7
1909
11
6WULFF & BEKKERS' eersteNederlandscheImpOrt
voorCinematografischeMeesterwerken
)

